The purpose of this thesis recital is to focus on an integral perforn1ance of Chopin's op.28 prelude cycle which consists of a CD of the recital and an analytical paper on the set. The point of the analysis concentrates on two-part and three-part forn1al strategies and the ways in which these divisions are motivated by features left incomplete in the first forn1al section. This sense of incompletion, always causing a fortnal division, leads to the second attempt scenario and its successful outcome. Additionally, there is an introductory discussion on the title issues and several remarks about the Prelude throughout the history until its transformation and independent status which it owes to Chopin.
Chopin's Preludes are compositions of an order entirely apart. They are not only, as the title might make one think, pieces destined to be played in the guise of introduction to other pieces. 1 Reviewing for the Gazette musicale de Paris one of the Chopin's recitals from 1841, Franz Liszt was probably one of the first to notice and recognize that the musical connotations of the term prelude had taken on new dimensions with Chopin. Liszt, who always believed that Chopin's most inspired work was achieved when free of any fixed fortnal expectations, added elsewhere in the review that Chopin had chosen to perform by preference those works farthest removed from the classical forrns. He played neither sonatas nor fantasias nor variations, but preludes. 2 Ever since their publication, the title Preludes that Chopin gave to the set has raised much confusion and discussion. A century later, Andre Gide, for example, wrote: "I admit that I do not understand well the title that It is akin to a crown of distinction for a keyboardist, particularly in private circles at the perfor rnance of solo works, if he does not begin the directly with the composition itself but is capable by means of a suitable prelude of preparing the 1istener, setting the mood, and also thereby ascertaining the qualities of the pianoforte., perhaps unfamiliar to him, in an appropriate fashion. 4 Although Chopin Preludes are often compared to Bach's, the Baroque master's preludes, their wealth and complexity of invention notwithstanding, remain inseparable parts of fugues or serve as highly contrapuntal introductions to his suites (e.g., in the English Suites and the Partitas for Solo Violin). Chopin's Preludes, taken individually, are certainly preludes to nothing, unless each prelude except the last is considered a prelude to the next. 5 It is to Chopin that the prelude owes its status as an independent genre, free from its traditional, centuries-old conventional role. Undeniably, it was by following Chopin's precedent that the genre continued to be developed and transfotn1ed in the piano literature by., for example, Debussy (the Twenty-four Preludes), 
CHAPTER II

TWO-PART STORY
When one considers the overall structure of Chopin's Preludes further, it is useful to introduce one of the features that will be established in most of these miniature masterpieces, including the first -the division in two parts, or "a two part-story" as described by Jeffrey Kresky in A Reader's Guide to the Chopin Preludes. According to this forrnal scenario, a sense of incompletion at the end of part one motivates the "second try" that leads to a successful outcome. 11 For example, in the first wave of the Prelude in C major the melody rises over the course of the first five measures to a dissonant e 2 and then descends over an open-ended II 615 -V 615 N-V 7 progression in mm. 5-8. Thus, the first phrase is harmonically open, the V 7 harmony at m . . 8 serving as aq dominant divider that articulates the two-part fortnal division. When the first four bars are restated in mm. 9-12, a new departure of the wave takes place, and instead of descending as in the first one, it unfolds chromatically upward to a climax on a dissonant d 3 at m. 21, propelled pushed by a stretto and by the tenor inner voice (placed on the downbeat of m.l8)~ which is the climax in m. 21. Creating a considerable release of tension caused by the second and successful attempt, the final ten-measure codetta (mm. 25-34) resounds entirely on tonic pedal; not all tension immediately released., however., since c 2 melodic goal of the cadential dominant at m. 24 only arrives at m. 29, withheld during the first half of codetta. In sum, the two-part fotm of the first Prelude is modeled on that of antecedent-consequent parallel period in which the consequent is expanded first internally by means of chromaticism and then externally by means of a codetta-like suffix.
Motivic economy binds the whole piece -a one-bar repetitive gesture prevails · throughout. Nevertheless, this short, wave-like pattern repeated in each measure is built on a multi-layered structure and its rather unusual subdivision of the meter: the main melody, which is played with the thumb, slightly out-of-phase, syncopated inner voice in the bass staff, almost instantly echoed an octave higher, as shown in Figure I~ In an attempt to decipher its vagueness and, in particular, its harn1onic ambiguity, the Prelude No.2 in A-minor has perpetually raised questions. James Huneker calls it an asymmetric tune, and, in a more descriptive manner, he affittns that Chopin seldom wrote ugly music, but '"'is this not ugly, forlorn, despairing, almost grotesque, and discordant ... deepest depression in its sluggish, snake-like progression ... and aversion to life." 12 Jeffrey Kresky in his guide to Chopin Preludes, pointing out the remarkable contrast between the first two preludes, writes that '•the forthright clarity has yielded to obscurity and ambiguity ... although the separation of the melody and accompaniment is so much clearer in this piece than in the last, everything else here is surely less clear -12 James Huneker, p. 222. including, after a while, such astonishing basic elements as key and chord." 13 In a more analytical treatment, Gerald Abraham observes that not even Wagner in his prelude to Tristan und Isolde avoids the tonic more stubbornly than Chopin does here, suggesting that the "subconsciousness of the tonic" is created through dominant and sub-dominant. 14 In Schenker's words (Free Composition, 89) In several Preludes, the left hand accompaniment precedes the actual entrance of the theme. This is the case with in Nos.2, 17 and 24, but the two-bar introduction in the Prelude no.3 in G major is especially curious in this respect because of the hidden motivic relationship between the melody and the accompaniment, almost calling to mind an augmentation: Several of the features noted in the first three Preludes are found somewhat more integrated in the fourth. Partly due to a significantly more dramatic climax (m. I 7) than in the first Prelude, the division in two parts is clearer and the second attempt more conquering. A quite simple melodic line and the absence of any technical demands do not impede its appealing lyricism and further, its hartnonic ambiguity. It opens with an unstable first-inversion tonic and proceeds via a descending chromatic bass to the dominant divider atm. 10; the dominant goal is extended through m. 12. Although this chromatic descent from 1 6 to V is based on a norrnative succession of parallel 6/3 chords, suspensions and chromatic passing tones obscure these sixth-chords. As in the second 
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-.. The melodic line of the Prelude No.6 in B minor, which is presented in the tenor register" is made of a simple rising arpeggio and its successive variants. But intriguingly, each one of these arpeggio-motions rises higher than its predecessors., with the third (coinciding with a change of hartnony to VI at mm. 5-6) being the most expanded, and the most distant, reaching g 1 · The same sequence is repeated in the corresponding six bars of the ~~second attempt'" (mm. 9-14 ), yet this time the climax, coinciding with the Cmajor Neapolitan harn1ony at mm. 11-14, is attenuated, reaching only e 1 (decorated by the upper neighbor f 1 ). This climax, paradoxically enough, already seems to augur the decline towards the ending .
.
A peculiar detail appears in the coda -the ostinato pattern of the right hand (which might have inspired aspects of Ravel's Le Gibet) unexpectedly becomes alive with the A on the third beat of m. 22. Even if its function might only be to bring the ostinato down from the obsessively b 1 to f# 1 via a cambiata dissonance on the seventh (a 1 ), Chopin marks an accent here, emphasizing this minor seventh that is left by leap and never resolved, but rather followed by a fading-out on the abiding ostinato f#: In addition to the multi-layered texture, restless harmonic modulations and polyrhythms contribute to the agitato character, which Chopin intensifies into a stretto (cf., Preludes 1 and 4) at the reprise, or responsive part of the underlying two-part fortn (m. I 9). Giving equal weight to each one of these components, Franz Liszt, when teaching this Prelude, insisted that as well as the thumb melody, the thirty-second notes must be heard clearly, not as a mere melody adornment, and that the triplets in the left hand must be heard as triplets. 16
In the Prelude No.9 in E major there are few subtle peculiarities worth underlining. In previous Preludes (Nos. I, 3, 4, 5 and 7)., the forrn was that of an antecedent phrase followed by an expanded consequent. Here., we have a three-fold repetition of a four-bar phrase: the initial statement is entirely diatonic., save for a raised scale degree 4 in m. 3. This phrase is resumed at two points (mm. 5-8 and mm. 9-12). When the theme is restarted for the second time in m. 9., it does not settle down or resolve into some sort of coda, as in previous preludes., but rather ascends once again., this time incorporating an ascending-step sequence that tonicizes first bll and then bill on the way to the final perfect authentic cadence (thus., i-bll~biii-V-1). While the accompaniment moves in triplets, the quarter notes of the melody, as well as in the bass., are enlivened by sixteenthor thirty-second-note anacrusis. At first it seems accidental that the sixteenth-note anacruses of the upper line are followed by the quicker ones in the bass -a total of twenty-eight times -until they finally coincide with the anacrusis to the last measure, where the thirty-second notes are found in both melody and bass: Part two of this Prelude retains C# as the top note of each cascade, but in mm. 9-I 0., the harn1onic context is altered from a prolonged i to a prolonged iv (F# minor) . . The final iteration of the four-bar pattern, for the first time., provides an authentic tonic cadence (mm. 15-16) ., but then an unexpected, syncopated, and accented A octave ushers in a repetition of the cadence. As described by Kresky, this A octave provides ''a chan11ing glance backwards, a musical equivalent of 'but wait a minute' which is then followed by an 'Oh., never mind!'" 17
The In the following F#-major Prelude, an ABA 1 ternary layout is more apparent; the central section is more of the contrasting than the developmental kind, articulated as it is by obvious changes in texture, melodic design, tempo and key. The initial A section taken by itself fotnts a parallel period: antecedent in mm. 1-8, expanded consequent in mm. 9-20. Recall that the expanded parallel period was the paradigm for several of the two-part Preludes (e.g., Nos. 1, 3, 4, and 6); now., it serves as a module within a larger, 
